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1. Introduction 
Jake Barnes is the protagonist-narrator of the novel The Sun Also Rises 
(1926: hereinafter SAR) written by Ernest Hemingway (1899-1961). Since 
his sexual organ was seriously damaged in his war experience, Jake cannot 
consummate his love for the most attractive woman in the story, Brett 
Ashley. Critics have regarded Jake's wound as a representation of the 1920s, 
after the devastating effects of World War I.l It should be emphasized; 
however, that the wound also plays an important role in the formation of 
Jake's character. Not only does Jake's wound represent the theme of the war, 
but also it makes him self-conscious and even attractive. In the course of 
the story, Jake develops from being enslaved by his wound to accepting it, 
accepting the world as it is. This essay argues that Jake made his 
transformation possible by finding an alternative salvation in his wound 
instead of his religion, Catholicism. 
2. Jake Barnes as the Modern Narrator/Character 
In order to clarify the point, we first have to distinguish Jake-the-
character and Jake-the-narrator. Unlike Jake-the-character, Jake-the-
narrator has to constantly perform his masculinity in his narration. The 
description of Robert Cohn provides a good example of the characteristic: 
by focusing on the representation of Cohn, we can see how Jake erodes his 
ethics as the narrator by exerting the agency of his words toward Cohn. Jake, 
an American newspaper reporter who works in Paris, begins narrating SAR 
with a description of Cohn, a Jewish novelist: 
Robert Cohn was once middleweight boxing champion of Princeton. 
Do not think that I am very much impressed by that as a boxing title, 
but it meant a lot to Cohn. He cared nothing for boxing, in fact he 
disliked it, but he learned it painfully and thoroughly to counteract 
- 85 - 
the feeling of inferiority and shyness he had felt on being treated as 
a Jew at Princeton. (11) 
According to the narrator he "rather liked him." However, he seems to have 
an anti-Semitic feeling toward Cohn, if not hostility at this point. Although 
one can criticize Jake's anti-Semitic attitude, it should be noted that, as 
Neil Heims puts it, "Robert Cohn is Jake's dark shadow and his unwanted 
double, the secret self he has disciplined himself not to reveal" (158). Jake 
tries to differentiate himself from Cohn, otherwise he has to admit that there 
are similarities between the two, as evidenced by the fact that they are both 
writers. 
Jake and Cohn are different kinds of writers with opposing ideas-
Jake is a journalistic, realistic writer and Cohn is a fictional, romantic 
writer. Their difference becomes clear when Cohn asks Jake to go to South 
America with him because he has "the feeling that all [his] life is going by 
and [he is] not taking advantage of it" (19). Jake responds: "Listen Robert, 
going to another country doesn't make any difference. I've tried all that. 
You can't get away from yourself by moving from one place to another. 
There's nothing to that" (19). Cohn is represented here as a character who 
has little experience, which has contributed to the formation of his romantic 
view of life.2 The narrator emphasizes the image of Cohn as a daydreamer 
in contrast to Jake himself as being more practical in nature.3 The portrait 
of Cohn makes us pay attention to how the narrator describes him. On this 
point, it has been pointed out that, due to Hemingway's use of the first 
person, it creates a sense of unreliability in Jake's overtly critical portrait 
of Cohn.4 The narrator has an unusual obsession with Cohn in terms of 
writing, telling us the reading experience of Cohn: 
He had been reading W .H. Hudson. That sounds like an innocent 
occupation, but Cohn had read and reread "The Purple Land." "The 
Purple Land" is a very sinister book if read too late in life. It recounts 
splendid imaginary amorous adventures of a perfect English 
gentleman in an intensely romantic land, the scenery of which is very 
well described. For a man to take it at thirty-four as a guide- book to 
what life holds is about as safe as it would be for a man of the same 
age to enter Wall Street direct from a French convent, equipped with 
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a complete set of the more practical Alger books. Cohn, I believe, 
took every word of "The Purple Land" as literally as though it had 
been an R. G. Dun report. (17) 
In this passage, the narrator makes fun of Cohn's romantic aspect, especially 
his "quixotic nature" (Grimes 82). However, since Cohn functions as Jake's 
"unwanted double" (Heims 158), it can be said that Jake projects his own 
romantic side onto Cohn. The distinction between Jake and Cohn as writers 
develops into a conflict of realism and romanticism in Jake's mind. By 
placing Cohn at the beginning of the story, Hemingway shows the 
relationship between Jake and Cohn not only on a character level, but also 
on a deeper level, reflecting the ideologies they represent. 
Indeed, the problem of Jake's narration can be attributed to his lack 
of masculinity. As a means to show masculinity, the act of narrating 
functions as the substitute of his phallus so that he can perform his agency. 
The sexual wound makes Jake self-conscious. In his self-conscious moments, 
Jake looks at himself "in the mirror of the big armoire beside the bed. . . . 
Of all the ways to be wounded. I suppose it was funny" (38).5 Jake's 
awareness of his body wound makes him express his disgust toward 
homosexuals when they appear with Brett for the first time: 
They came in. As they went in, under the light I saw white hands, 
wavy hair, white faces, grimacing, gesturing, talking. With them 
was Brett. She looked very lovely and she was very much with 
them. . . . I was very angry. Somehow they always made me angry. I 
know they are supposed to be amusing, and you should be tolerant, 
but I wanted to swing on one, any one, anything to shatter that 
superior, simpering composure. (28) 
In this scene, we should interpret Jake's seemingly homophobic attitude as 
his phallus envy, because biologically speaking, homosexuals can exercise 
their sexuality toward women, which Jake cannot. 
In contrast to Jake's problematic behavior as the narrator, critics have 
pointed out good aspects of Jake as the character. For instance, Edmund 
Wilson regards Jake as "the only character who keeps up standard conduct" 
(420). Michael Reynolds describes Jake as follows: 
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Jake Barnes is a respectable citizen, a man with a job, which sets 
him apart from the "rotten crowd" of Left Bank revelers who drink 
but do not work. A long way from home, Jake Barnes remains an 
American man: one who works for his living and saves his 
money. (Reynolds 25) 
That is, although Jake's sexual organ is damaged, he has not lost his 
traditional sense of value while other characters have lost theirs. Jake has 
self-discipline and is well-disposed to others. Jake even pays the bill to 
Georgette, a French prostitute who was supposed to have fun with Jake, but, 
instead, is "well taken care of" (31) by the homosexuals. As Linda Wagner-
Martin points out, "Strangely, Jake Barnes's wound, the most apparent 
evidence of the war's damages, seems to have made him a strong and almost 
wise protagonist" (3). Ultimately, Jake's wound and the self-consciousness 
it involves insulates him from Brett a seeming femme fatale. The 
malfunction of his sexual organ is to be read not necessarily as a tragic 
event but as an indispensable constituent in his development as a person. 
3. Jake's Development 
Critics have pointed out that SAR treats Jake's development as its 
central subject.6 Jake's development/realization of the self is inseparable 
from his religion, Catholicism, and they emerge together in a dialectical 
relationship. The theme of religion is important in SAR both in its content 
and form, since the plot of the novel can be seen as a pilgrimage.7 0n the 
train from Paris to Madrid, "there's plenty of Americans . . . [who have] 
been on a pilgrimage to Rome" (91). Jake is parallel to the Americans 
because he is also on a pilgrimage resulting from his emotional adversary, 
Brett Ashley. The theme of pilgrimage provides the organizing principle of 
the story because it eventually leads Jake to finding his true self. As 
exemplified by Robert Cohn, there is a conflict between realism and 
romanticism in Jake's mind. Jake's development from romanticism to 
realism through the pilgrimage is inextricably connected with his 
relationship with Brett.8 Through the pilgrimage, Jake finally comes to 
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realize his self, which is suggested by his conversation with Brett at the end 
of the story: 
"Oh, Jake," Brett said, "we could have had such a damned good 
time together." 
Ahead was a mounted policeman in khaki directing traffic. He 
raised his baton. The car slowed suddenly pressing Brett against me. 
"Yes," I said. "Isn't it pretty to think so?" (250) 
If this closing scene is the destination of Jake's pilgrimage, it is obvious in 
his rejection of Brett's easy and romantic cajolement that Jake holds a 
realistic attitude toward his life. Given this understanding, in the following 
pages, I will explain how Jake comes to realize his true self, specifically 
paying attention to the representation of religion. 
In Spain, Jake enters a cathedral to say prayers. However, he maintains 
an ambivalent (rather secular) attitude toward his religion: 
I went inside. It was dim and dark and the pillars went high up, and 
there were people praying, and it smelt of incense, and there were 
some wonderful big windows. I knelt and started to pray and prayed 
for everybody I thought of . . . and while I was praying for myself I 
found I was getting sleepy . . . and I thought I would like to have 
some money, so I prayed that I would make a lot of money . . . and 
was thinking of myself as praying, I was a little ashamed, and 
regretted that I was such a rotten Catholic, but realized there was 
nothing I could do about it, at least for a while, and maybe never, 
but that anyway it was a grand religion, and I only wished I felt 
religious and maybe I would the next time[.] (102-103) 
This passage suggests the difficulty of maintaining the faith in the modern 
era,9 but it is more important to read Jake's distinctive religious sensibility. 
At first glance, we are tempted to see Jake in this monologue as a non-
religious person because he confesses he is "getting sleepy." It should be 
noted; however, that Jake is self-conscious about being a Catholic because 
he is ashamed of being "a rotten Catholic." At least, Jake's faith is not fixed 
enough to be confident about being a Catholic. This is because even though 
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Jake prays and seeks salvation for his sexual wound, he also realizes that 
there is no God or transcendental source of guidance or consolation. 
Although the church "had an awfully good way of handling [Jake's wound]" 
(39), it does not work well enough for him to lead to his salvation. For Jake, 
the system of church has been reduced to a fa9ade. Since his salvation is 
not to be found in the institutional religion, he has to look for an alternative 
way of salvation. 
Right after praying in the cathedral, Jake goes "trout-fishing in the 
Irati River" (108) in Spain. Since SAR takes the form of Jake's 
autobiography, with Jake as the narrator, Hemingway has to keep carefully 
the chronology of the events. As such, it becomes obvious that Hemingway 
consciously puts the Irati River fishing episode after Jake's praying in the 
cathedral so that the reader can see the contrast between the two scenes. As 
Jake becomes closer to the river, he becomes more relaxed which is evident 
when he says, "As soon as we started out on the road outside of town it was 
cool" (110). This is because he is disconnected from Brett and his sexual 
wound associated with her.' It is Brett who makes Jake self-conscious of 
his wound. 
Jake expects the Irati River to be the place for his salvation. He 
attempts to rehabilitate himself from the psychological wound through the 
catharsis conveyed by interaction with nature: "I shut my eyes. It felt good 
lying on the ground" (128). In Paris, however, Jake suffers from insomnia: 
"I lay awake thinking and my mind jumping around. Then I couldn't keep 
away from it, and I started to think about Brett and all the rest of it went 
away" (31). Jake's experience in the Irati River (the countryside) is 
counterposed to his experience in Paris (the city). In the river, Jake can 
have a good time with his friends. Bill Gorton talks to Jake: "Listen. You're 
a hell of a good guy, and I'm fonder of you than anybody on earth. I couldn't 
tell you that in New York. It'd mean I was a faggot" (121). Bill realizes 
that, in the modernizing world, especially in big cities, friendship is reduced 
to homosexuality. When an Englishman named Harris leaves the river, he 
gives Jake "his own flies" because he "only thought if [Jake] fished them 
some time it might remind [him] what a good time [they] had" (135). The 
Irati River is a place for men to console each other. They all find it difficult 
to come to terms with the current situation of the changing world. 
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Instead of Catholicism, Jake turns his eyes to the great river to feel 
natural spirituality. However, while the Irati River can be seen as a place 
of Jake's temporary escape from the force of modernity, even the Irati River 
cannot fully function as the locus for Jake's salvation. Jake does not change 
after he goes to the river because he does not get away from his illusory 
love for Brett at that point. Although the natures of the church and the river 
are different, they share something in common in that they both deal with 
spiritualized experiences as opposed to worldly acts. We should therefore 
pay attention to Jake's ordinary life. Hemingway depicts seemingly 
unimportant quotidian things which Jake does in his everyday life such as 
reading newspapers, paying the bill, and going to work. Jake narrates that 
"When the taxi stopped I got out and paid" (35) and "It felt pleasant to be 
going to work" (43). These small acts reflect Jake's personality and they, 
in turn, contribute to Jake's formation of character.1' Jake's last answer to 
Brett that "Isn't it pretty to think so?" reveals his interior state of knowing. 
This novel's modernity is anchored in that: the idea that truth is neither a 
metaphysical matter, nor an ideal principle, but instead lies in the small 
concrete acts themselves. Jake's salvation becomes apparent through the act 
of constructing it in ordinary life, not in the institutional church nor the 
great nature of the Irati River. This has a lot to do with the form/structure 
of the novel because SAR is an episodic novel. The form of the novel is 
generally believed to mean that it lacks an organizing principle and 
therefore Jake does not change/develop in the story. However, as I have 
discussed, Jake's self is reconstructed gradually through his ordinary life, 
which is always an ongoing process. 
4. Conclusion 
As a modernist writer, Hemingway was acutely aware of the inefficacy 
of religion as a way of offering salvation. SAR is thus full of images of 
disillusionment. For instance, when Jake walks with Bill, they exchange 
words as follows: 
"Here's a taxidermist's," Bill said. "Want to buy anything? Nice 
stuffed dog?" 
"Come on," I said. "You're pie-eyed." 
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"Pretty nice stuffed dog," Bill said. "Certainly brighten up your 
flat." 
"Come on." 
"Just one stuffed dog. I can take 'em or leave 'em alone. But listen, 
Jake. Just one stuffed dog." 
"Come on." 
"Mean everything in the world to you after you bought it. Simple 
exchange of values. You give them money. They give you a stuffed 
dog." (78) 
This dialogue encapsulates the issue at stake in SAR and serves as a 
framework of the story. Bill repeatedly talks about a "stuffed dog" to Jake. 
By these words, Bill ironically tells Jake how it is useless to believe in a 
fixed value in a "stuffed" (empty) world. The meaninglessness or 
impossibility of acting with a sense of integrity is presented here. However, 
Hemingway is not just trying to convey the sense of disillusionment in SAR. 
Rather, he writes how an individual struggles with his wound and resists the 
economy of circulation ("exchange of values"). In the course of the 
"pilgrimage," Jake develops from a victim of his wound to the subject with 
human agency. And it would not have been possible without finding an 
alternative way to salvation that is peculiar to the modern era. 
Notes 
lAs Wendy Martin notes, "the postwar sensibility as exemplified by Jake 
is one of the severe loss, emasculation, and impotence" (66). Carl P. Eby 
points out that "Jake's wound speaks of a general cultural malaise 
associated with the post-war period" (56). According to Greg Forter, "Jake 
bears an emblematically modern male consciousness, haunted by the 
memory of a potency and plenitude it cannot recover" (60). 
2 As Silvia Ammary points out, Cohn "is portrayed in the novel as an 
idiot, living an old-fashioned code of romanticism that he had learned 
from books" (59). 
3Jackson J. Benson regards Cohn as "the foil, who provides examples of 
conspicuous failure in awareness and/or commitment" (45-6). 
' As is often the case with first-person narrative, we should keep the 
possibility in mind that there is a disparity between reality and the 
narrator's perception of it. Some critics have pointed out the same concern 
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in Jake's narration. For instance, Emily J. Lordi notes that "all action is 
focalized through Jake" (186). James Nagel explains the importance of 
Jake as the narrator, "who tells the story-in retrospect, after all the 
events have taken place. It is important to remember that none of the other 
characters appear in the present; they exist in the narrative only in the 
memory and telling of Jake Barnes" (90). 
5This scene presents the image of what sociologist Charles Cooley termed 
"looking-glass self." According to Cooley, "As we see our face, figure, 
and dress in the glass," it makes us reflect "the imagination of our 
appearance to the other person; the imagination of his judgement of that 
appearance, and some sort of self-feeling, such as pride or mortification" 
(152). 
6 For instance, Jackson J. Benson regards SAR as "a story of a male who 
becomes a man even though his male equipment does not work" (30). Wirt 
Williams also asserts the story is concerned with "[Jake's] spiritual 
triumph over [the wound]" (44). 
7H.R. Stoneback regards SAR as "Hemingway's first great meditation on 
the theme of pilgrimage" (460). 
8 As Arthur Waldhorn aptly notes, the story unfolds itself on "Jake's 
growth from apprenticeship to an exemplary hero" which "must be 
measured by his ability to disengage himself from Brett" (109). 
9As Cleanth Brooks explains, "The Hemingway hero . . . has found that 
the institutions that pretend to foster and safeguard the traditional moral 
codes are bankrupt" (8). John Fenstermaker points out that Hemingway's 
skepticism on traditional values appears widely in his works: "Regarding 
religion and romantic love, fundamental Victorian social and cultural 
subjects, Hemingway generally finds formal religion ineffectual (Jake 
Barnes, SAR; Catherine Barkley, AFTA; Santiago, OMATS: and brave 
matadors" (87). 
'O Leslie A. Fiedler claims that the fishing trip is important because it 
gives us the image of the "Rip Van Winkle archetype, with men in flight 
of women" (317). Fiedler further explains that "Jake and Bill immerse 
themselves and are made whole again and clean; for that stream links back 
to the rivers of Hemingway's youth, the rivers of upper Michigan, whose 
mystical source is the Mississippi of Tom Sawyer and Huck Finn" (356). 
Although one can criticize Fiedler's explanation as loosely based on the 
gender binary, it is still convincing in that it explains that Brett represents 
the image of the modern city while Jake represents the countryside. 
nCarole Gottlieb Vopat's observation of Jake is worth paying attention 
to: "[Jake] enjoys being by himself, walking, reading, drinking, watching 
the crowds, listening to music. By himself he experiences regenerative 
moments of utter quiet-of sleep, relaxation, solitude-which enable him 
- 93ー 
to continue, rising fresh with the sun each morning, no matter what has 
happened the night before" (99). 
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